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to use their traditional prosodies, local vernaculars, and popular wit to compose verses expressing the values and goals of collectivization. The rural song fests and poetry contests netted thousands of volumes of verse published at the local level and an additional seven hundred volumes compiled by prominent scholars for nationwide distribution (Hsu 1964:440) .
One of these volumes, the one on which my study is based, is entitled Hung Ch'i Ko Yao (Songs of the Red Flag). The three hundred songs in this volume were selected by Kuo Mo-Jo and Chou Yang on the basis of their political value and aesthetic appeal. Kuo and Chou arranged the songs into four sections. The majority of songs are 172 "Agrarian Songs." The remaining 128 songs are evenly divided among "Industrial Songs," "Party Songs," and "Patriotic Songs." Each song is further identified by its native place or national minority origin. My study focuses on the twenty-two "Agrarian Songs" that express erotic motifs or describe relationships between boys and girls leading to marriage.
the sociocultural background
Love songs are among the most ancient expressions of Chinese folk art. They are renowned among hill people, Han and non-Han. Among the Confucianized lowlanders, erotic values found little room for expression and were purged from the social structure.3 At the heart of Confucian society was the family, a self-contained, self-perpetuating religious and economic institution modeled on the relationship between father and son. Generational continuity and role fulfillment were emphasized over conjugal affection and personality development. Women were brought into a family for the purpose of bearing its offspring, and they were literally bound by their feet to the domestic sphere. Men were somewhat freer to pursue their amours outside the social structure as long as they did not threaten the economic well-being of their families.
In this century, the attack on the Confucian treatment of women and the young became a pivotal point in the national revolution. Liberation from the corporate family facilitated identification with a larger community and ultimately with a nation-state. At the heart of this movement was the struggle to make Eros a component of social structure, specifically, to make erotic love the basis for marriage.
Much of the early revolutionary activity aimed at discrediting and destroying the Confucian family system. Impulse release, personal liberty, and sexual equality were given cultural legitimacy in the rise of a vernacular literature and a national folklore movement. Poets began using the spoken vernacular to compose more explicit erotic images than ever before (Hsu 1964:xxii) . Young folklorists recorded and published the earthy, often obscene, songs of mountain folk whose lifestyles exhibited the kinds of interpersonal liberties that violated Confucian proprieties (see Li 1970) .
The early period of the national revolution primarily affected the tiny urban classes. The use of purely sexual motifs in the new culture to discredit the old culture added to the confusion and aimlessness that characterized the pre-Communist period. For, as Ai-Li Chin (1970:120) put it, "the Chinese self was accustomed to finding meaning in terms of welldefined sets of relationships rather than in terms of the individual." Professor Chin, therefore, suggests in her study of Communist short story characters that they "do not find in romantic love or eroticism any meaning of personal assertion or self-indulgence."
After 1949, the national revolution was led exclusively by the Communist Party. According to Communist terminology, this was the period of "national reconstruction." For purposes of my study, this was the period when a new set of relationships was created in which the erotic impulse was given a legitimate role in society and was oriented toward constructive revolutionary goals. The first revolutionary acts by which the Communists consolidated their new order were land reform and enforcement of the Marriage Law, which extended the goals of the national revolution into the rural areas. Communists used marriage reform to liberate young people from their families as part of the move to create larger-scale, nonkin-based economic organizations. The revolution hinged on the ability of young people to associate freely outside the family. Therefore, the Communists promoted organized group recreation. As C. K. Yang observed in the early 1950s:
Group games, and above all, group singing were conducted by the cadres, especially among the young peasants. Although the initial reception was not enthusiastic, members of the Youth League and Young Pioneers were getting used to them, being especially attracted by the mixing of the sexes in the group games and singing. It was apparent that Communism had set in motion a new force which could be exploited to change the life of the community (Yang 1965, 11:191) .
the Great Leap and its songs
This "new force" was set in motion during the collectivization movement ending in the Great Leap attempt to alter the landscape through the massive employment of human muscle power. During the earlier stages of the cooperative movement (1953) (1954) (1955) (1956) (1957) (1958) , village land and labor were pooled in various combinations. In the final communization phase, the lands of disparate village cooperatives were incorporated into a new, communal pattern of land tenure. Agricultural labor was employed on a rational basis with little regard for traditional kinship and village bonds; and female labor was intensified in the fields.
The disruption of age-old patterns met with resistance on all fronts. The natural landscape resisted pick and shovel. Obdurate peasants were not easily convinced of the need to alter basic patterns of family life for the sake of long-term benefits. The revolutionary potential of the peasant classes is a perennial question in Marxist theory and praxis. However, most revolutionaries know that the young and the female are among the least committed to old forms and are more innovative and impulsive than their elders.4 The Great Leap love songs represent one attempt to channel that youthful and hitherto underemployed feminist energy into constructive economic activities. The Great Leap love songs are courting songs. At the most concrete level, courtship communicates to youth and women the personal benefits of collectivization. For example, courtship symbolizes the equality of the sexes by giving women the power to flirt, to resist, or to acquiesce, or more generally, the power to make decisions. The vitality and tenacity of women are unleashed as women acquire socially active and competent roles. Courtship releases the young of both sexes from the rigid control of family elders. This serves both personal and collective interests. Unfettered youth are able to participate in the activities of the wider community-work team, brigade, and commune-aimed at economic development. Young people from different families and villages enjoy greater opportunities to form personal relationships in concert with their higher order economic activities. Outside the family, young people feel less obligated to produce many children as early as possible; and women are able to take advantage of social and political opportunities. In turn, collective interests are served by a low birthrate, which is a key variable in the Chinese model of economic development.
A protracted period of courtship is thought to lead to greater conjugal stability after marriage, in which family continuity hinges on emotional bonding. The Communists emphasize the need to get to know one's future spouse in stress-provoking situations. If two people can work together before they are married, there is greater chance that the marriage will last and that the children resulting from that union will grow up in a more stable environment in which regard for hard work is a primary value.
Finally, courtship provides a powerful analogy for the process of collectivization itself. Collectivization is similar to courtship-both are impulsive, yet highly controlled, activities oriented toward joining disparate social objects into higher order and permanent forms of communion. Forming a commune is analogous to creating a family. In the form of a courting song, the two processes may become more than mere analogy.
One example of a song that joins the erotic interests of young people with Great Leap goals is "South and North of the Mountain Become One Family" (Kuo 1959 This song is designed to mobilize youth to work for the kind of social change that can gratify their erotic desires. Because Chinese villages tend to be exogamous, the amalgamation of Plum village and Peach village into a single production unit is more than a political-economic revolution. It facilitates the meeting and courting of potential marriage partners.
The song also contains a covert political message in the idea that the process of revolutionary collectivization is a popularly inspired movement emanating from the will of the people. It is not a relationship that has been arranged by higher authorities and imposed on a passive and hapless populace. In the song above, the obstacles to the union of the two lovers are the very ones that impede the communal incorporation of the two villages. The obstacle that looms largest is the mountain. The mountain, a ubiquitous symbol of backwardness and poverty (Mao 1965, 111:322), must be removed, or more abstractly, nature must be conquered in the process of joining the two villages and increasing agricultural output.
The more subtle obstacle is the attitude of the people, who look askance at the brazen maiden daring to cross the mountain to court a strange man from the other village. This traditional peasant vigilance against active women and outsiders represents the most tenacious kind of resistance to collectivization that the Communists encountered. This was not counterrevolutionary resistance, but rather the dogged reluctance of average peasants to try unproven innovations in their livelihoods. The implication in the song is that reluctance to experiment is based on the same kinds of worn-out and discredited values as those that oppose courtship or freedom of choice in marriage.
A Lahu song from Yunnan (Kuo 1959:136) describes the proper courting technique to be used in wooing a maiden. Superficially, it induces compliance with Great Leap goals by the promise of erotic gratification:
No matter how loud you blow your whistle, The girl's heart won't change one bit; If in the Great Leap you are number one, Then my purse I'll give to you. This straightforward love song tells us something about traditional male sex appeal: a "blowhard" gets no results in wooing girls. Girls are "turned on" by the boy who accomplishes something substantive without boasting about it. It is the modest but energetic producer to whom the maiden feels willing to give her "purse" (ho pao). Traditionally, maidens embroider their ho pao ("lotus wrap") with cryptic designs for young men in an erotic frame of mind to decipher. In this context the ho pao is a metaphor for sexual favor more than for pecuniary reward. However, as in most of these songs, the promise of sexual gratification is rooted in the need to delay it until the "great leap" has been accomplished.
The song contains a deeper political message: blowing a whistle exerts a kind of mindless authority. One of the most common mistakes made by local leaders in a political mobilization system is the tendency toward "commandism."6 Because the Great Leap involved radical changes in Chinese society, coupled with the fact that the local revolutionaries had access to state power, the tendency to use negative (forceful) means to win compliance was often overwhelming. It is notable that this song is from the Lahu, a national minority engaged in swidden agriculture in the hills of the southwestern frontier. The Lahu have an unusually martial reputation with a long tradition of resisting Han Chinese encroachments. In this context, the message has special relevance to Han Chinese cadres or to Lahu trained in Han institutions, who come to those remote hills and attempt to institute changes toward which the hill people are ill-disposed. The problem of "commandism" across ethnic boundaries takes the form of "Han chauvinism" (ta Han tsu chu i).7
The Lahu love song warns that leaders who attempt to get results by blowing whistles instead of inspiring commitment through exemplary participation with the grass roots are bound to fail. Here, the maiden represents the willingness of the people to alter the landscape and to deliver the fruit that nature holds in store. The purse symbolizes fertility and, in the larger sense, material prosperity. This Han song is politically less subtle than the Lahu song. Giving the red flag as dowry is a shocking substitution. The exchange of bridal wealth is unlawful. However, the increased importance of women as breadwinners coupled with certain structural continuities such as virilocal marriage, which the Communists never seem to challenge, maintain de facto the institution of bride-price and dowry gift.8 The only force operating against this institution is the emphasis on the value of courtship and conjugal relationship. Thus the maiden who merely offers a red flag implies that she is not being bought, that is, no bride-price is sent and no larger dowry is expected. However, she also addresses the fact that the dowry is no anachronism, that it is a viable vehicle of the old culture, while the red flag is a potent symbol of the new order. The analogy between the dowry and the flag lies in the tradition of including red cloth in the bride's trousseau. Red is the color of earthly joy. It is the color of the life fluid (blood), and it symbolizes the essence of life in the idea of fertility. In the form of dowry, the red cloth represents the transfer of rights in the bride's fertility from one family to another. In the form of the flag, red expresses the maiden's sanguinary solidarity with her revolutionary comrades. The flag in place of the dowry therefore stands for a fundamental transformation: from the claim by the family on the bride's sacrifice to the maiden's own willingness to sacrifice for a wider community.
Many songs depict the maiden imposing her discipline on the young man. During the full moon, a Szechuan boy "wants to go to little sister's house to play around." But "as he arrives in front of her window, he sees her studying, and he does not dare to call her" (Kuo 1959:244) . In a song from Kiangsu (Kuo 1959:135) , the girl and her lover are weeding the wheat sprouts. As he tries to catch her attention with seductive glances, she admonishes him in a lowered voice: youth culture in ChinaDon't keep glancing at me, You'll make a mistake; If you miss the weeds, You'll injure the wheat sprouts. While the new form of communal labor affords boys and girls many opportunities to associate, the interaction between the sexes is supposed to inspire each towards greater effort. In Hopei, love provides the inexhaustible fuel that turns the water wheel (Kuo 1959:186) . The boy pushes one spoke, the girl pushes the opposite spoke; each in a sense chases the other around in circles:
Elder brother runs swiftly, little sister follows; The water wheel turns disgorging precious silver. All day they go, a thousand miles around; Not leaving the wellhead for even one minute. The spring water beneath is lifted without cease; The spring runs no deeper than their love. The same theme animates the interaction between a boy and girl digging a reservoir in Anhwei Province (Kuo 1959:120) . The boy does not feel cold, the girl does not weary when they are working in unison:
Little sister carries mud, big brother digs the pond; Pearls of sweat mix with muddy water. Little sister doesn't tire carrying ten-thousand catties; Elder brother doesn't shiver standing in the mire. We can't talk freely working here in the crowd; (We are like) paper lanterns all aglow inside. Big brother and little sister want to be heroes; They dig until the stars set and the sun rises.
Their purpose for spending the night together is specifically to become heroes or to con- Young people, who are among the newly literate, hand copy whole volumes of "bad" love songs. These circulate from village to village through kinship networks where they are recopied.12 In some instances the "bad" songs are sung at public meetings in competition with the activists who sing political songs. More generally, the old songs are sung in the fields or during periods of recreation for pure entertainment. In fact, it was the number of letters to the editor expressing the harmless entertainment value in the old songs that prompted the En Shih Pao editorial, which was given national attention by its reprinting in Popular Literature.
What constitutes a "bad song" (huai ko)? Within the spectrum of "love songs" (ch'ing ko), the most universally condemned are those labelled "dissipating songs," "erotic songs," or "obscene songs." For example, the Hupei editor wrote: Whereas the new Han songs are rather staid, the minority songs preserve more of the erotic essense. In one Han song, the girl and boy working together stay through the night because "they want to be heroes. in a similarly constructed minority song (Kuo 1959 :118) , the Mongolian girl would keep the sun from setting "in order to stay with her lover." In similar vein, the Chuang maiden works to create the cooperative in order to spend the days and nights with her lover. In a Han song from one of the most progressive areas of China, a Shanghai girl promises her lover a "red flag" as reward for his community service. This lacks the subtlety of a similarly constructed song from one of the most remote parts of China where a Lahu maiden promises her "purse" to the boy. Finally, the Han songs are distinguished in their attacks on the wasteful and subjugating rites of marriage by substituting a red flag for dowry, having the bride walk to her new home without need of escort and fanfare, and having the bride present her in-laws with a production schedule instead of gifts. references cited
